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Gleznieciba kd konceptualas makslas medifs

gadsimta makslas teorijas attistiba veicinajusi strauju makslas
xx telpas (t. sk. tas izpratnes) paplasinasanos, par prevaléjoso pa-
darot viedokli par makslas darbu ne ka objektu, bet vairak ka zimju kon-
figurécijas sistému, kas turklat neizbégami skatama plasi interpretéjama
«nozimes» lauka. Tapéc §ada konteksta makslas darba «nozime>» rakstu-
rojama ka labila dazadu faktoru un funkciju asimilacija, ietverot ne vien
wadicionalos kritérijus — vésturiskus un makslinieciskus aspektus (teh-
nika, Zanrs), bet ari specifiskus makslas darba raditaja raksturojosus lie-
lumus (rase, $kira, seksualitate utt.). Plasaka konteksta Sis viedoklis sais-
tams ar popularo fran¢u domataju Rolana Barta, Zaka Lakana, Misela
Fuko un Zaka Derida darbiem. Taéu makslas teorija §i pieeja parliecino-
§i apliecina makslas kritiku vélmi (kas saknota
skietami objektiva nepiecieSamiba) ratificét
noteiktas konceptualas makslas prakses for-
mas, kas izSkirosi biitisko maksla saskata tas
attiecibas ar viena vai otra veida idejam. No ta
izriet, ka «nozimi» maksla iespéjams identifi-
cét vienigi caur tas attiecibam ar specifisku ra-
diSanas un uztveres kontekstu un $ai Zina sa-
rezgitu diskusivu prakses tiklu.

Tas nozime, ka attiecibas starp mak-
slas darbu un idejam vispirms raksturojamas
ka aréji konstruétas — proti, makslas darbam,
pateicoties ta specifiskajam radisanas un lieto-
Sanas kontekstam, piemit tam pieskirta nozi-
me. Tacu pédeéja fraze - «pieskirta nozimes —ir
ari saite ar nakama limena konceptualizétas
makslas problematiku — makslas teorétiku pa-
nakto XX gs. makslas izpratnes un makslas
véstures kolonizaciju un no ta izrietoso mak-
slas vésturnieku, kuratoru un teorétiku pieau-
goSo monopolstatusu, kas Sobrid Jauj tos in-
terpretét ari ka «istenos» makslas snozimess
menedzZerus. Varétu Skist, ka §i kolonizacija ir
progresiva un, sublimejot originalo darba radi-
Sanu un makslinieka pasa teoriju, garanté no-
teiktu makslas uztveres autonomiju. Tomeér ja-
piekrit makslas teorétika Pola Kroutera viedok-
lim, ka «XX gs. makslas pakartosana tas nozi-
mes aréjo attiecibu modeliem patiesiba sagro-
za tas lielako sasniegumu. Veidojot nozimi at-
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evelopment of the XX century theory of art has promoted rapid
D expansion of the space of art (as well as its understanding) and has
created the prevalent view thata work of artis not as an object but much
more of a configuration of signs that inevitably are to be viewed in a
widely interpretative field of «significations. Hence the «significance» of
awork of artin such a contextis to be seen as a labile assimilation of
diverse factors and functions including not only the traditional criteria —
historical and artistic (technique, genre), butalso specific features of the
creator of the work of art (race, class, sexuality etc.). In a wider context
this view is to be linked with the works of the French scholars Roland
Barthes, Jacques Lacan, Michel Foucault and Jacques Derrida.

And yert such an approach in the theory
of art testifies about the desire of critics (rooted
in the seemingly objective necessity) to ratify
those forms of practice of conceptual art that
see as crucial elements in art its relationship
with certain ideas. Hence the «significances in
art can be identified only through its
relationship with specific context of creation
and perception, and in this sense with a
complex discursive network of practice.

It means that the relationships between
the work of art and ideas primarily are to be
characterized as extemnally constructed - thatis,
the work of art, owing to its specific context of
creation and application, possesses a
significance allocated to it. But the latter phrase
«significance allocated to it» is also a link with
the problem area of the next level of conceptual
art: the colonization of interpretation of art and
history of art accomplished by the art theorists
of the XX century and arising from it the
monopoly status of the art historians, curators
and theoreticians which allows to interpret
them today as the «true» managers of
«significance» of art. It might seem that this
colonization is progressive and by subhmanng
the original creation of the work and the artist’s
own theory, guarantees a certain autonomy of
perception of the work of art. And yetone
should agree to the view of art theorist Paul
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Sandra Krastiga. Sienas laukums, 2002, a., akrils, e., 130 cm x 150 cm / Piece of Wall , 2002, oll and acrylic on canvas, 130 cm x 150 em

such authors as Clement Greenberg and Michel Fried there can be
found historical attempts to defend and theoretically to substantiate the
priority of aesthetic quality, one should admit that these attempts
(similarly to the previously written doctrine of conceptualism) are to be
described as biased and unconvincing. For instance, the spurity of arts
propagated by Greenberg, that according to him in painting is rooted in
the flatness of the plane (he saw the example for that in Modemist
painting) - seemingly prevents the possible assimilation of art through
non-artistic functions of art, yet the question still remains unanswered:
why should the «pure art» promoted by him be so significantin the
community both of creators of art and its consumers¢

An obijective, historically formed feature of XX century theory
of artis rooted in both extremes described above: non-understanding of
the aesthetic quality of visual art and the groundless denigration
tendency that in a sense promotes devaluation of visuality as such. In
this sense a wonderful example might be the ironic project by the artists
of Russian extraction Vitaly Komar and Alexander Melamid The Choice of

Nation which through a sociological poll identifies the sarithmetical
mean» model of a painting most acceptable to inhabitants of various
countries, at the same time providing statistical information about the
rate of artistic education of society. All the above said characterizes also
the formally theoretical context in which at the end of 1990s the
exhibition by six Latvian painters - leva llmere, Sandra Krastina, Janis
Mitrevics, Girts Muiznieks, Edgars Verpe and Aija Zarina Gentle
Fluctuations was intuitively placed. The exhibition can be formally
described as an <opens» workshop — it was opened with an empty
exhibition hall which was used in the subsequent month by the artists
as a studio for creating their works and it was closed at the ime when
the exhibition was formally completed. Thus it embraced the whole
scope of the painting as an artistic medium per se and the notion of
conceptual durability of painting. Thus the exhibition marked a distinct
link between the internal priorities of painting (the task of painting) and
an extended understanding of art. The scale of fluctuations of this
possible significance provides for us an opportunity to talk about the



L\ / '.‘
08

O
102029,

"

mpositi

can be

tual painti

defining the

E = |':!'. ] '_F'-_JJ._ ]
ear of 2002 o i - nm £ | and
dium that

of painting

sense even by ig
1 ENgUe and Interpreter o
o an event that put into the

Of CTea

materializad

n the artist:
) exhibition manifested a




